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PROGRAM 
Serenade for Strings in E minor, Op. 20 
Allegro piacevole 
Larghetto 
Allegretto 
Symphony No. 8 in B minor, D. 759 
"Unfinished" 
Allegro moderato 
Andante con moto 
- There will be no intermission-
Edward Elgar 
(1857-1934) 
Franz Schubert 
(1797-1828) 
Program Notes 
Edward Elgar (1857-1934) 
Serenade for String Orchestra in E minor, Op. 20 
On May 7, 1888, the Rev. Edward Vine Hall conducted the Worcestershire 
Musical Union in Elgar's Three Pieces for String Orchestra. The manuscript of this work 
is lost, but it is believed that, once revised, it served as the well-spring for the familiar 
Serenade for String Orchestra, one of Elgar's earliest compositions. In a later 
arrangement of the Serenade for piano duet, Elgar acknowledged the role of his wife, 
Alice, in his music-making with a note to that effect on the manuscript. Unfortunately, 
Novello refused to publisn it, and Elgar's first hearing of thediece was at a rehearsal 
with the Ladies' Orchestral Class, which he had re-constitute the previous autumn. 
Ironically, the London office of the prestigious German publishing firm of Brietkopf and 
Hartel agreed to publish his Serenade. 
Although he was a beloved English composer, Elgar was clearly influenced to a 
ilreater extent by the German romantics than by indigenous English music. At the outset of 
Jl:e Allegro piacevole, the violas play a simple one-bar phrase in the key of E minor. The 
. size of this phrase belies its significance, for it will close the movement and appear yet 
again in the last movement. A two-bar lilting rhythmic figure in 6/8 pervades the first 
ilieme. Elgar switches to the key of E major for his second theme-a melodic idea based on 
the leap of a seventh followed by a slow lyrical descent. 
Jerrold Moore, an Elgar biographer, contends that the Larghetto is at the center of 
the Serenade in every sense: "Reflection, yeamin~, and aspiration complemented one 
another with a completeness utterly satisrying.' Basil Maine says that the theme is 
"drawn from the very heart of the violin;' rises "sustained as a fountain;" and proceeds 
with successive intervallic drops-only to rise again. The rich harmonic enhancement of 
the main melodic idea in the middle of the movement bears the stamp of Elgar's 
individuality. 
The short closing Allegretto is developed almost entirely from a symmetrical theme 
in 12/8 time. Elgar circles harmonically from E minor to G major, only to end in the 
minor. He recall.S motivic ideas from the Piacevole movement, including the figure of the 
leap of a seventh, for unifying purposes. In the coda, Elgar presents one final new idea 
' comprised of descending fourths; 1t echoes Wagner's Parsifa1, which Elgar had begun to 
study in preparation for an impending visit to Bayreuth. In many ways, this gesture sums 
, up the young Elgar's debt to the German romantics. 
Franz Schubert (1797-1828) 
Symphony No. 8 in B minor, D. ·759 " Unfinished" 
Schubert began to compose his Eighth Symphony in September / October of 1822. 
After a few weeks' work, he completed nearly three movements of sketches on two staves. 
In November, he orchestrated the first two movements and part of the third, but abruptly 
shelved the symphony, never to complete it. Then, in September 1823, Schubert received an 
honorary diploma from the Styrian Music Society in Graz. As a token of his appreciation 
for this honor, he gave the score of the B minor Symphony to the composer Anselm 
Huttenbrenner, a reeresentative of the Graz society. The score disappeared until 1860, 
·~en the conductor Johan Herbeck learned of the score from Huttenbrenner's brother and, 
L '.er five years of negotiating, secured it. Herbeck conducted the premiere of the two-
movement symphony on December 17, 1865, adding the last movement of Schubert's Third 
Symphony as the finale. 
Speculation runs rampant as to the reasons for Schubert's failure to complete the 
orchestration of the third movement. Among the most plausible theories offered is that 
Schubert, proud of this mature work but unable to find a satisfactory conclusion in a 
timely manner, forwarded the two completed movements to the Styrian Society rather than 
submit a completed but less progressive piece. He kept the piano sketches, hoping to finish 
the work in the near future. Charles Osborne suggests that Schubert contracted syphilis 
during this period and the ensuing depression prevented the completion of the symphony. 
Recent research, however, indicates that Schubert most probably contracted the disease 
after having worked on the symphony. Other scholars argue that the Scherzo begun by 
Schubert was extracted for use as the B minor Entr'acte in Rosamunde. 
The concept of "song" enters the symphonic genre with the "Unfinished 
Symphony". Schubert did not use pre-existing song melodies, but rather, according to 
Brian Newbould, he adopted "the spirit of son9 . .. . . Drama and lyricism meet and merge as 
never before." Mosco Carner also noted the' depressive character" present in this 
symphony which, in his opinion, runs parallel to Schubert's songs written in the key of 
B minor. Indeed, Schubert's choice of tfus key is somewhat unusual for symphonic 
repertoire at this time. 
Instead of writing a slow introduction, Schubert begins the first movement with a 
descending inverted melodic arch played by the cellos and basses and a murmuring figurP '~ 
the violins, which together serve as an eight-measure introductory theme. The arch is 
completed in the low string accompaniment to the unison statement of the first theme by ti,_ 
clarinet and oboe. The gradual addition of other instrumental timbres culminates in a tonic 
cadence for full orchestra. A long 'D' is struck and Schubert moves within just four 
measures to the second subject, a 1ovely G major cello theme. Drama replaces lyricism as 
Schubert fractures and intensifies this second theme. The tremolando orchestral passage 
opens the development, which, throughout, depends on the subtle timing of harmonic 
changes. Since the introductory theme dominates the development, Schubert logically 
chooses to begin the recapitulation with the first theme. Interestingly enough, the second 
subject is reca1led a fifth higher than in the exposition, in D major. Schubert abruptly 
makes a foray into B major, but the original minor key is re-instated in the coda with the 
six-fold repetition of a fragment from the introductory theme. ' 
The opening ba:s of the ~ndante con moto pr~face the first theme with the first 
three notes of the ascendmg E maior scale over a pizzicato bass. In contrast to the previous 
movement, Schubert creates an irnrnediate feeling of serenity with his first theme. Next, the 
clarinet plays one of Schubert's most remarkable themes - a rising third motive 
culminating in a high note and closing with falling sequences leading to anotl~r high note. 
The second theme cadences with a rapturous ppp - the first time Schubert has used this 
dynamic marking in a symphony and an indication of what Newbould calls the "new 
poetry to which the Unfinished aspires." The development begins with a dialogue between 
the low strings and violins based on material from the second theme. The descending 
octave-leap played by the horn heralds the recapitulation, while the coda offers resolution 
with the sixteenth-note motive of the opening theme. 
-Karen Ruymann 
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* * * * * * * * * * * * * * * * * 
You can help support these talented young artists by joining the Friends of 
Music at the School for the Arts. For information, please contact Leslie 
Dressler, Director of Development, Boston University School for the Arts, 855 
Comnw11wealth Avenue, Boston, MA 02215 or call 6171353-3345. 
